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GEORGE WESLEY BELLOWS 
(1882-1925)
Selected lithographs 
from the collections of 
Judge Herbert W. Salus, Jr. 
and
Mr. & Mrs. Meyer P. Potamkin 
to honor the inauguration of 
Brother Patrick Ellis, Ph.D., F.S.C. 
as twenty-sixth President of La Salle College 
March 20, 1977
GEORGE WESLEY BELLOWS was consistently enthralled with capturing 
and recording in his art the present moment of everyday life with all 
its potential for humor, exhilaration and sarcastic bite. His varied 
subject matter, to which those from all walks of life could relate, 
presented a positive image and controversial commentary on American 
anecdotes during the first half of the twentieth century. It was not 
necessary for Bellows to rely on his imagination for ideas or draw 
from the past. It was the honest portrayal of his immediate surround­
ings in the natural manner which classified him as an American realist.
Bellows' youth was spent in the then small mid-western town of 
Columbus, Ohio, where he was best remembered as a star baseball player 
rather than as a talented craftsman. The latter avocation he kept 
within himself until, after attending Ohio State University, he moved 
to New York City in 1904. Here his artistic ability burst forth upon 
the canvas and the lithographic stone where he continued, till the end 
of his unfortunately short life, to mirror the drama of everyday 
activities with all its teeming diversity. It was enough for Bellows 
to walk down a back alley or stroll along the docks -- areas which 
presented untold possibilities for expression, as did the more specific 
areas of Sharkey's Athletic Club on lower Broadway for the boxing 
matches or the amorous couples in Central Park.
Turning away from the anecdotal, the more tranquil, tender and 
romantic side of Bellows may be observed in his nude studies and the 
many portraits he executed of his family and friends. Here he is 
chiefly concerned with an accurate rendition of the sitter, something 
for which he had no time when recording a particular event, the atmos­
phere it evoked and the physical motion of its participants.
One of the few subjects among Bellows' works which departs from 
the portrayal of his immediate surroundings are the number of works 
he did exposing the atrocities of World War I. Perhaps one of the 
most dramatically effective prints in this exhibition is the study of 
the scene in which the English nurse, Edith Cavell, appears just prior 
to her execution by the Germans in 1915.
Although consistently inspired by the city scape, Bellows never 
forgot his love for the country, and his appreciation for the provincial 
customs inherent in village life. His vacations spent with his family 
in Maine and at his summer home in Woodstock, New York afforded him 
ample opportunity to observe rural situations.
New York City was not only the main source of subject matter for 
Bellows' prints but here he received his formal instruction, attending 
the New York School of Art, under the tutelage of Robert Henri, in the 
Lincoln Arcade, the Latin Quarter district on upper Broadway. In the 
same building Bellows kept a studio and more importantly the location 
provided him with the constant companionship of a group of Philadelphia 
illustrator artists, former pupils of Henri's at the Pennsylvania 
Academy of Fine Arts: William Glackens, George Luks, Everett Shinn,
and John Sloan. These men along with Bellows who had all disassociated 
themselves from the genteel subject matter in art came to be 
identified as the "Ash Can School." If some critics looked scorn­
fully upon the Ash Can School's raw subject matter, allies could most 
likely be found among the many advocates of the Progressive Movement 
and Theodore Roosevelt's Square deal policy. Theirs was the concern 
to curb the power of the business elite, destroy priviledge, protect 
the consumer and in general improve the lot of the wage earner through 
legislation.
The Ash Can School's concern to reveal the harsher and seamier 
aspects of humanity made it seem as if they were allied with the 
socialist, anarchist, or other potential shakers of the status quo. 
Bellows, however, never possessed the desire to entangle himself in 
politics only having time to visualize and thereby sympathize with 
the situation.
Bellows self-confidence and exuberance may perhaps have been 
largely the result of his early acceptance by the public, the art 
juror and even the critic. In 1909, at the early age of 27 he became 
an associate of the prestigious National Academy of Design and a full 
Academician by age 30. From 1910 to 1911, he taught at the 
Art Students League of New York, but he never let teaching cut into 
his primary concern for his own creative activities.
Bellows' unpretentious, simple and extroverted character is 
clearly made evident in his style. He seldom pondered his works, 
or made use of preliminary sketches or models, preferring instead 
to observe and immediately record on canvas or stone. The result of 
such a direct approach produced a swift and spontaneous line charg­
ing his compositions with broad and dramatic contrasts of light and 
darks. His was the ability to capture the essence of a particular 
moment. In this respect he can be considered almost photographic 
in his approach.
Although the various "isms" of European modern art (Cubism, 
Expressionism, Fauvism, etc.) were being steadily introduced to 
America via New York City, Bellows' urge to distort was absent and 
he remained loyal to the realist school throughout his career.
Moreover, unlike many of his contemporaries, he never felt the need 
to study abroad, remaining devoted to his own country for both 
inspiration and instruction. In consequence, there is little of 
European precedence to be seen in his work.
Bellows optimistic and energetic attitude towards life was 
eventually his downfall. His refusal to take seriously his pains 
of appendicitis proved fatal, causing his untimely death at the age 
of forty-three.
THE LITHOGRAPHIC PRINTS
The selected lithographs by George Wesley Bellows in this 
exhibit illustrate quite clearly the artist's interests: character 
study, genre scenes, sporting events, all involving real people.
They have been drawn on large blocks of a particularly fine 
grain of limestone, free of impurities, by the artist using grease- 
based crayons, pencils or ink called touche. Unlike the woodcut 
with its raised printing surface or the engraving or etching with 
its intaglio or depressed printing surface, the planagraphic process 
uses a flat surface and the antipathy of oil for water to transfer 
the design from the stone to the paper. The parts of the surface 
of the stone that have been touched with the grease will resist the 
water that is then applied to the stone. The water is unable to 
cover the greasy design and greasy ink rolled over the surface is 
rejected by the moist parts. As grease and water do not mix, the 
greasy ink adheres only to the greasy areas of the design leaving 
the damp areas of the stone surface untouched. These are the 
background or white areas of the print. The printing paper which 
is pressed onto the stone will pick up the areas which hold the 
ink so that the artist's design is then transferred to the paper 
in reverse.
Bellows, who took up lithography in 1916, frequently employed 
the professional printers, George C. Miller and Bolton Brown, to 
print his lithographs. Brown's signature appears on many of the 
lithographs in this exhibition in addition to Bellows' signature.
A number of impressions have been signed by Bellows' heirs after 
his death. Many of these lithographs are artist's proofs, printed 
in a limited edition. An artist's proof which is a finished 
impression equal to an impression in a regular edition is not to be 
confused with a trial proof which documents a certain stage in the 
formation of the design on the surface.
Although the lithographs in the exhibition document a particular 
era, their appeal is timeless.
1. SELF-PORTRAIT, 1921
Proof from an edition of 28. Signed by the artist's daughter, 
Jean Bellows Booth.
2. ARTISTS EVENING, 1916
Proof.
At "Petitpas" restaurant on West 29th Street, New York.
J.B. Yeats, Henri, and Bellows are in the group foreground, 
Emma Bellows is seated.
3. SELF-PORTRAIT, 1921
Proof from an edition of 28.Signed by the artist's daughter, 
Jean Bellows Booth.
4. ARTIST JUDGING WORKS OF ART, 1916
Proof. 24th impression pulled from an edition of 52 proofs. 
George Bellows is at the extreme right.
5. BUSINESS MENS BATH, 1917
6. IN THE PARK, 1916
Proof.
7. TENNIS TOURNAMENT, 1920
Proof from an edition of 63. The Casino at Newport, R.I.
8. SPLINTER BEACH, 1916 
Proof.
The East River, New York.
9. SOLITUDE, 1917
10. THE IRISH FAIR, 1923
From "The Wind Bloweth" series.
11. THE DEAD-LINE, 1923
A tragic account of a coal-mine disaster suggested this image.
12. THE APPEAL TO THE PEOPLE, 1924 
Proof.
13. MURDER - EDITH CAVELL, 1918
14 THE CHARGE, DETAIL, 1918
Proof.
Signed by the artist's wife, Emma S. Bellows.
15. THE ENEMY ARRIVED (MADE IN GERMANY), 1918 
Proof.
16. PORTRAIT OF MRS. HERB ROTH, 1924 
Proof from an edition of 51.
17. THE PARLOR CRITIC, 1921 
Proof from an edition of 38.
18. ELSIE READING TO EMMA, 1921
19. HEAD OF ANNE, 1922
Proof from an edition of 43. The artist's older daughter.
20. ARRANGEMENT - EMMA
The artist's wife.
21 MAN IN A SILK HAT, 1921
\
Proof from an edition of 24. The artist's father-in-law 
W.E. Story.
22. WEDDING, 1924
Proof from an edition of 27.
23. MORNING, NO. 2, 1921
Proof from an edition of 57.
24. STUDY OF MARY, 1923
Proof from an edition of 50. Mary McKinnon.
25. MATINICUS ISLAND, MAINE, 1916
Proof #2 from an edition of 50. Signed by the artist's daughter, 
Jean Bellows Booth.
26. LEGS OF THE SEA, 1921
Proof from an edition of 53. Third Beach at Newport, R.I.
27. THE HOLD-UP, 1921
28. SIXTEEN EAST GAY STREET, 1924 
Proof.
From a sketch made on a visit to his old home in Columbus, Ohio.
29. RECLINING FIGURE
An early lithograph made by transferring. The drawing to the stone. 
Nearly all of the other images were drawn directly onto the stone.
30. REDUCING, 1916
31. LYCHNIS AND HER SONS, 1923
From the "Men Like Gods" Series.
32. PRELIMINARIES TO THE BIG BOUT, 1916
The setting is the old Madison Square Garden, New York. For the 
first time in New York prize-fight history, many fashionable 
woman appeared in the audience.
33. INTRODUCING THE CHAMPION, 1916
Proof.
34. INTRODUCING GEORGES CARPENTIER, 1921
Proof.
The Demsey-Carpentier fight held at Boyles Thirty Acres in 
Jersey City.
35. DEMPSEY AND FIRPO, 1924
Bellows was commissioned by the New York Journal to record 
this famous bout in which Dempsey was knocked into Bellows' lap.
36. OLD BILLIARD PLAYER, 1921
Proof.
At the Players, Gramercy Park, New York.
37. POOL PLAYER, 1921 
Proof.
38. PRAYER-MEETING, NO. 2, 1916
Signed by the artist's wife, Emma S. Bellows.
A testimonial in the church at Monhegan Island, Maine. This was 
Bellows' first lithograph.
39. BILLY SUNDAY, 1923
Proof.
40. THE SAWDUST TRAIL, 1917
Proof.
The Billy Sunday Revival Meeting in Phi1adelphi
Titles and captions were taken from
George W. Bellows: His Lithographs 
Alfred A. Knopf, Inc., New York, 1927
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